The exceptional career of the piano, which dominated musical salons and captured the imagination of numerous 19 th -century composers, becoming a major instrument for domestic music-making 1 , has its roots in the previous era. The sudden growth of interest in keyboard instruments in the 18 th -century was a result of music liberating itself from text, which was manifested in experiments with the structure and the improvement of sound and expressive qualities of these instruments 2 . The then secular musical culture was dominated by three types of keyboard instruments: the harpsichord, the clavichord and the fortepiano. However, in Germany, where they enjoyed the greatest popularity, all of them were referred to as Clavier 3 . A fascination with the potential and intimate charm of stringed keyboard instruments reached also the Benedictine Convent in Sandomierz, where from the end of the 17 th to the beginning of the 19 th centuries nuns cultivated sacred vocal-instrumental music, plainchant and song, from 1770s -performing also symphonies. It is proved by a collection of 138 pieces for harpsichord or clavichord written down by a nun named Jadwiga Dygulska in Manuscript L 1668 and by some remarks found in the books of accounts and a chronicle 4 . Keyboard instruments played a significant role in the musical culture of the Benedictine nuns of the Chełmno reform, who sang plainchant and polyphony, played 3 For more information on technical properties of the respective instruments see: ibid., pp. 90-116.
4 The music was published by Jerzy Gołos in 2012 in Warsaw as Jadwiga Dygulska. Książka do chóru do grania (ukończona przed 1796) [Jadwiga Dygulska. A Book for the Choir to Play (Completed before 1796)]. This edition, with a short preface, is hard to obtain. Due to changes and corrections introduced in the source text with no revision commentary, it can only serve the purposes of demonstration. Moreover, the authors of this article would like to draw readers' attention to the fact that the title of the edition ("A Book for the Choir to Play") along with its title page reproduced on the inside of the cover, belong, in fact, to another manuscript by Dygulska, L 1669, intended for a convent organist, though not including solo pieces (more in this article, p. 58). Manuscript L 1668 lacks a title page; on the inside of its cover, there is an inscription concerning the decision of the abbess to give the books to the choir (more in this article, p. 57).
the organ or positive -depending on the instrument available in a given nunnery. Benedictine abbesses were eager to admit musically talented girls to the convent, exempting them from the duty to bring their dowry; many were daughters of organists that could have been trained at home to cultivate their family profession in the convent. Until the beginning of the 18 th century there is no evidence of the Benedictine nuns using instruments other than the organ and positive in their musical practice.
A convent organist 5 was obliged to accompany plainchant 6 , songs and sometimes -supposedlypolyphonic pieces. The latter practice is attested to by an inscription found in a vocal bass partbook, above one of the pieces in a manuscript of the Toruń nuns dated to 1632. It says: "miasto partitury ten głos" ["instead of a score, this part"], which may have been interpreted in the context of "partitura pro organo" 7 . The organ was also used in alternatim performances. Female organists might have played improvised preludes, which was a common organist practice. However, there is no evidence for that in the 17 th century. After a period of decline due to wars, plagues and economic problems, the 18 th -century musical practice in the Chełmno-reformed Benedictine convents enjoyed a revival, presenting itself in a completely new form, corresponding to the trends of the time. Keyboard playing constituted a vital element of that practice and the convents continued to admit candidates who mastered that skill, e.g. Barbara Duszkiewiczówna -a nun from Jarosław admitted without a dowry "to sing and play the organ" ("żywcem do śpiewania i z umiejętnością gry na organach") 8 , or the aforementioned Jadwiga Dygulska, who in her obituary was referred to as being able to "play the positive perfectly" ("grać na pozytywie naydoskonaley") 9 .
A Collection of Music for Keyboard Instrument from Manuscript L 1668 (Book of Jadwiga Dygulska) of Sandomierz Diocese Library
There are four 18 th -century books of organ music preserved in the Benedictine convents. Two of them are extant in Przemyśl, two others in Sandomierz. They offer insights into the then organ practice of nuns and the repertoire performed. The Przemyśl manuscript (shelf number: Ms. 10 10 ), written around the mid-18 th century, seems to be particularly interesting -not only due to its liturgical repertoire in the form of a canto part and a line of instrumental bass, but also owing to the works for solo organ, musical exercises and didactic remarks it contains. The compositions mentioned above were intended for an instrument without a pedal and did not require pedal notes, so that they could be played on a positive, harpsichord or clavichord. th -century text of that type in Polish. The author and scribe of that text is unknown; still, we can presume that it was copied by a nun-organist from another source and was only to some extent original. Its connection with a female convent environment, apart from the place where it was preserved, is indicated by feminine verb endings used in didactic remarks.
This line of reasoning leads to the conclusion that the teaching method presented in Zrozumienie Consonancyi dobrych y złych of Ms. 10 refers to the tradition of partimento, originating in the late 17 th -century Italian conservatories. In the course of time, in the 18 th and the beginning of the 19 th centuries, it was popularized in many parts of Europe by means of printed instruction books. The term partimento referred to a bass line, figured or not, which constituted a starting point for improvisation or for creating independent works. In order to interpret notated bass lines on a keyboard, a student had to start with a study of intervals, chord structures and voice leading. Having acquired those skills, he or she was able to perform a given bass line either as an accompaniment or a solo piece.
The second of the Przemyśl organ manuscripts -Ms. 11 -comprises liturgical repertoire partly identical with Ms. 10, complemented with some pieces characterised by a pianistic texture, which were added later (e.g Mazur, Dumka, Lament) and with accompaniments to religious songs in Polish: Zawitaj ranna Jutrzenko, Przybieżeli pasterze, Ojcze Boże, Narodził się Jezus, A cóż z tą Dzieciną bę [dzie] .
An organ master practice in the form represented by the Przemyśl manuscripts is enriched with new elements -organ improvisation and solo pieces unrelated to sacred music. These compositions may have been played during the liturgy instead of the Introit and Gradual or during the Elevation and at the end of the mass, which was a common practice in the Baroque era. The scarcity of information concerning music-making of the Przemyśl Benedictine nuns does not allow us to determine whether solo pieces could also have been performed in another, non-liturgical context; we also do not know if the nuns in Przemyśl had an instrument other than a positive.
The extant sources offer a better insight into the musical practice of the Sandomierz Benedictine nuns. Despite its diversity, instrumental keyboard music constituted its crucial element and skills in this area were still much appreciated, which is borne out by the instruments possessed by the Sandomierz nuns.
Before a grand organ was installed on the gallery in 1752 15 , a positive was used by the nuns for accompaniment; the instrument was later moved to a parochial church in the convent town of Góry. Before 1735 the convent was in possession of a spinet 16 18 Clavichord playing was also taught to girls admitted to a convent school. One of the teachers was Marianna Mokronowska (see: Borkowska, Leksykon…, vol. 2, p. 394). There may have been another clavichord in the convent, as treasurers' books noted down in 1788 the purchase of a "clavichord to be played on the gallery" ("klawikortu do grania na chor") for 126 zlotys. (SDL Ms. 889, p. ) 19 It was a keyboard instrument constructed in Germany in 1770. It allowed a player to perform various dynamics, which was characteristic of a clavichord, and had registers, similarly to a harpsichord. Moreover, its sound was fuller and stronger due to the use of longer strings and a rebounding tangent. 
"on that day Mr Doctor started to repair and tune a harpsichord and spinet moved from the gallery to the room" ["tego dnia J. Mc. Pan Doktor zaczął naprawiać i stroić klawicymbał i szpinet z chóru wyniesiony na salę"] 24 . In 1788 a book of expenditures recorded the purchase of a "clavichord to play on the gallery" ["klawikortu do grania na chor"]. Moreover, some keyboard instrument was sometimes needed at the convent's gate, where nuns performed for noble guests. When Prince Krzysztof Hilary Szembek visited the Sandomierz convent in 1775, the "[abbess] to show her gratitude, presented the entire congregation and the nuns played a concert at the gate to express their satisfaction with his courtesy" ["[ksieni] dla oświadczenia mu wdzięczności swojej zgromadzenie mu całe prezentowała i zakonnice w furcie koncerta grały na okazanie z jego grzeczności ukontentowania"] 25 . On another occasion a chronicler mentioned "playing the instruments" ["granie na instrumentach"] for an "Austrian colonel's wife" 26 . Another instrument may have been placed in a room, presumably in the refectory, where a vocal-instrumental ensemble of nuns held their rehearsals. It was also there, in the refectory, that the nuns occasionally performed a Litany and were treated with wine by the abbess 27 . We do not know whether instruments were there all the time or were moved there when needed.
The sources present reliable information about a superb collection of seven or eight keyboard instruments and "a musical box to teach canaries", supposedly a mechanical instrument purchased in 1788 for 12 zlotys, in the possession of the Sandomierz convent 28 . Secular solo pieces for keyboard instrument from Manuscript L 1668 copied by Jadwiga Dygulska may have been performed during liturgy on a harpsichord, clavichord and previously on a spinet or positive. Instruments on the nuns' gallery in the church were therefore used not only to play the basso continuo.
a choral mass at a positive with a diocesan priest" ["Zakonnice z księżą świeckiem Mszę choralną przy pozytywie także śpiewały"] (1766, Dzieje..., p. 92).
24 Ibid., p. 76. Unfortunately, the 'Doctor's' identity remains unknown.
25 Ibid., p. 195.
26 "To whom the congregation showed great sympathy playing instruments and otherwise expressing their courtesy" ["Której zgromadzenie oświadczyło wielka przychylność grając na instrumentach i inną wyrażając applikacyą"] (Dzieje…, p. 161).
27 Ibid., pp. 72 and 74.
28 SDL ms. 889, no pagination. Jadwiga Dygulska was born around 1722 into the family of Jan, probably a Sandomierz musician 29 . Dygulski might have agreed earlier with the Abbess Franciszka Tarłówna, the one who later ordered an organ with two keyboards, on admitting Jadwiga to the convent and presumably he taught her music, focusing on the skills necessary for this context. Dygulska entered the convent in 1738 30 at the age of sixteen and took her vows a year later. She specialized in playing keyboard instruments, although we know that she also beautifully embroidered liturgical clothing. According to her obituary, she was "useful for the holy convent due to her talents, as she was an outstanding positive player and left the greatest number of personally copied notes and books" ["była użyteczną Zakonowi S[więtemu] z talentów swoich, to iest w graniu na Pozytywie naydoskonaley, do czego naywięcey zostawiła not własną ręką pisanych i Xiąg do Choru"] 31 . Jadwiga Dygulska spent 58 years in the convent. She was remembered warmly, which was confirmed by an insert placed in the Ms. L 1668 by order of the abbess:
A.D. 1796, 13 April: I give forever to the choir this hand-written book with masses and other music, being the work of Jadwiga Dygulska's OSB own hands; she left it as her remembrance and it is our duty to remember about her soul. The abbess orders everyone that she be not neglected but highly-esteemed as presumably no one will ever bring themselves to leave such a splendid souvenir apart from Ms Marianna Moszyńska and Jadwiga Dygulska who left the greatest books for playing and singing as souvenirs and to the glory of God. We shall always remember about their souls before God. M. Siemianowska.
[Roku Pan. 1796 dnia 13 aprilis: Daje się nazawsze do Choru księga Pisana ze Mszami y roznemi notami, która praca jest własnych rąk Jadwigi Dygulski ZRSOB, notated as a plainchant line in soprano clef and a bass line, sometimes figured, to be realized on the organ as accompaniment. Such performance of plainchant corresponded to the practice of the time. Moreover, many of the movements, especially Gloria, indicate an alternatim performance practice -performing some sections of the Ordinarium vocally, while others were interpreted instrumentally on the organ. In addition, pages 29-31 bring information concerning the rules of music 36 whereas pages from 51 on contain the pieces for harpsichord and clavichord that are the subject of this article. In his paper on music practice at the Sandomierz Benedictine convent, Wiktor Łyjak even expressed the conviction -repeated later by Borkowska 37 -that some of these harpsichord pieces were composed by Dygulska herself 38 . However, there is absolutely no evidence to support this view. Admittedly, on page 59 of the manuscript we find a mysterious note written in a different hand than the music: "Patibulum I pay my respect to my benefactress, J.P.Dygulska" or "Patibulum 35 There are also masses referred to as "farwańska" [furmańska?], "kasyneńska" and Requiem. Page from 19 on contain a bass accompaniment for polyphonic masses (not extant as parts), the first of which is an Easter Mass. On page 41, we find Te Deum laudamus z Xiędzami, to be performed alternatim, with alternating indications X. and hur. This is followed by figured basses to Plancti and other songs as well as to figural Salve regina. The part of the manuscript containing secular pieces for keyboard instruments can be divided according to the criterion of genre into four groups. The first and broadest comprises pieces having no reference to form or genre in their titles, that is: airs (53), untitled works (15) and those bearing only tempo indications (25). It should be emphasized that for Dygulska the term "air" is synonymous with "piece", which corresponds to the practice of late Baroque. Most of the pieces in this group 39 Apart from the last line on page 54, where two parts -for the right and left hands were placed, with an additional note "bass". Surprisingly, the piece on p. 66 bears the title prelidium. The three compositions mentioned above are one-movement pieces and are mainly based on harmonic figurations, whereas this particular short piece follows the A:|:B form with a reprise (Da Capo). Due to its texture, register and character it resembles a trio or a minuet.
In Dygulska's book, there is one piece entitled Lectio Ima. It seems that despite its title, it has no relation to the liturgy and should be considered a prelude. Lectio on p.106 is structured by means of a simple progression (upward and downward) with harmonic figurations (first in the right, then -the left hand). The piece could serve as teaching material. The indication Ima (prima), might suggest the existence of similar works, presumably of growing technical difficulty.
The third group comprises seven concerti. Two of them have already been identified as Concerto (p. 76), that is, the 1 st movement of a Sonata (Partita) for harpsichord by J.J. Agrell and Concerto Allegro (p. 125) identical with an anonymous Partita preserved in the collection of pieces for keyboard instruments stored in the City Library of Leipzig (RISM 225003967). Two works, Concerti in F, exhibiting many similarities and both noted on page 127, are, in fact, sonatas stylistically similar to the works 43 In Gołos's edition the title "Preludium" [Prelude] was added.
of Domenico Scarlatti. The Concerti on pages 97, 102 and 111 adhere to the concerto genre. Especially the last one has the typical texture of a late-Baroque keyboard concerto -fast passages and light figurations in the right hand with chordal accompaniment in the left one. The most representative example of a concerto form is the transcription of a concerto by P.A. Locatelli presented as a Sinfonia (p. 92).
The fourth group includes dances. The section of solo pieces in Dygulska's book opens with an Allamanda Amabilis (p. 51), a two-section piece with a reprise (da capo) in the key of C major. Although the structure and choice of the dance look back to the previous epoch, the pieces show some elements of the new style -triplet groups, quick scale passages and a texture reduced to a melodic line with simple chordal accompaniment.
Already at the first glance the Alamanda Amicabilis (p. 54) gives rise to some doubts. The piece is set in the triple time of 3/4. The preceding piece (placed on the same page) bears the title of Aria Amicabilis and is set in common time marked C, which suggests that the titles might have been confused.
Page 66 brings a Bouree (original spelling), a dance that at the time of the manuscript's compilation was already becoming very rare. It is a typical bourrée: the A:|:B form with a reprise of part A incorporated into part B. Sarabande (Sarab, p. 130) is, in turn, far from the Baroque dance of similar character. It only preserved a sarabande's triple metre and quiet character but rather resembles a minuet. The last four measures are a notated reprise in pianissimo dynamics.
The popularity of the minuet in the 2 nd half of the 18 th century is clearly reflected in Dygulska's collection as eight pieces bear appropriate titles (menuet, minuetto, menueta). However, there are even more dances of that type as numerous arias or untitled pieces are, in fact, minuets, e.g. a piece in C-major on page 81 is a minuet with trio. Apart from the pieces described in the above groups, the manuscript comprises two Sonatinas, one Sonata, a Sinfonia (a transcription of a Concerto in A Major by P. A. Locatelli), a Divertimento and a Partita (identified as the 1 st movement of a Quartet by C. H. Graun for harpsichord, obbligato, flute, violin and basso, RISM 452019455) as well as three compositions entitled "fuga" (fugue). The pieces on pages 58 (in F major) and 121 (in C major) display some characteristics of a fugue -with a theme presented in various registers in fifth relationships. The theme of the first one -based on repeated, adjacent notes -resembles Italian fugues, whereas in the second fugue it is figural and based on spread chords. Neither of these pieces has a clear counterpoint that would appear in consecutive voices. Their texture is basically homophonic -the theme is accompanied by more or less elaborate chordal (p. 58) or figural (p. 121) accompaniment. It is difficult to distinguish clear entries of the theme, and an entry in the parallel key was omitted. The Fuga on page 71 has a different form. It is a virtuoso prelude or toccata based on scale passages and semiquaver figurations. Its title might refer to the "rapid" character of this prelude The latter identified as one of the Murkys by Graupner.
However, as Maria Erdman observed 47 , the hymn book by Fabiańska is dominated by dance forms -among them popular dances of the 2 nd half of the 18 th century (e.g. the minuet or contradance), as well as dances which reached their peak of popularity in the previous epoch (the bourrée, gavotte, rigaudon or passepied). In the book by Dygulska we mainly find pre-sonata forms and transcriptions of keyboard, chamber and operatic music.
As a result of a comparison drawn between the repertories of the two collections of keyboard music, eight concordances have been found. However, the analyses of analogical pieces included in the works by Dygulska and Fabiańska showed that they often significantly differ in terms of their respective length, form, key, metre (4/4 instead of 2/4) as well as melodic, harmonic, textural and rhythmic progressions 48 . These examples may bring us to a conclusion that the transmission of the solo repertoire for keyboard instruments in the 2 nd half of the 18 th century allowed for a far reaching freedom in the way of approaching a musical piece, which may, in turn, pose a promising research postulate. RISM database enabled us to find concordances for 22 out of the 138 pieces collected by Jadwiga Dygulska. Seventeen of them have their identified attribution and the remaining five have their concordances in anonymous records in other European sources.
Attributions of 17 pieces of Dygulska's book confirm our observations concerning the style of the entire collection. It is typical of the second, third and to some extent fourth quarters of the 18 th century, combining some elements of the late Baroque with the already prevailing gallant style known from the Dresden chapel and the achievements of the Mannheim school. In Dygulska's collection, especially in the Sonata. Allegro (p. 104), Adante (p. 109) and Allegro (p. 161), we may also notice some signs of the classical style. These three pieces are examples of an early classical sonata-allegro form: two sections, without a development.
In the majority of works in the manuscript, the melodic line of the upper registers dominates the texture, which reduces the left hand to an accompaniment, very often in the form of a trommelbass (repeated notes of the same height) or the already mentioned murky. At first glance, what strikes the reader is the great number of triplets and reversed syncopation, often used by Pergolesi. Although the main key is rarely abandoned, numerous chromatic alterations, especially in the case of the leading notes, are introduced. A common practice of repeating a short phrase or motif gives some pieces the stylistic flavour of Domenico Scarlatti's works (e.g. Arioso, p. 140, Aria Allegro, p. 141).
Even though in many pieces Dygulska precisely described the use of dynamics (e.g. Allegro Moderato, p. 82, Sonata per il Harpsichord, Adagio arioso, p. 86, Allegro, p. 94, Poco piano p. 133, Minuets by Neruda pp. 138 -140), the collection lacks any indication of smooth dynamic changes -crescendo or diminuendo. The compositions do contain ornamentation and articulation symbols (e.g. Sonatina per il Harpsichord. Adagio arioso, p. 86, Minuet by Neruda, p. 139), the former -placed above the notes and referring exclusively to the right hand.
Dynamic markings usually give rise to questions concerning the type of keyboard instrument the given piece was performed on. It should be reminded that the Sandomierz Benedictine nuns were in possession of all types of keyboard instruments, including a clavichord and a tangent piano offering the technical possibility to perform in various dynamics. Many pieces contained in Manuscript L 1668 might have sounded well on a two-manual harpsichord, whereas some preludes could have been successfully performed on a positive. However, a significant majority of works, due to their texture (the already mentioned murky and trommelbass), would sound better on a stringed keyboard instrument.
Among the pieces with concordances, 13 were originally composed for a keyboard instrument and 9 are transcriptions of: two arias by Hasse, a Sinfonia from his opera, a duet from a sacred cantata by Spiegler, and instrumental chamber music: a counterdance, a quartet The abbreviation "alternat:" was treated as a title, presumably in the original it was only a note (often encountered) suggesting the performance of the first movement da capo after the second one. In the case of the transcription of Hasse's air, its texture was reduced to a melodic and bass line (not figured). In the transcription of Spiegler's duet (p. 126) the vocal lines of the soprano and the bass necessitate hand crossing, which is, however, hardly an exception, as this virtuoso technique appears also in some other places.
Although the phenomenon of transcribing vocal pieces for keyboard instruments has a long tradition, arrangements of instrumental music are typical of the end of the 17 th and the 1 st half of the 18 th centuries 60 . Transcriptions for keyboard instrument were a medium allowing people to "recreate" in domestic circles their favourite music, the one heard at courts or in the opera theatre. It is considered a characteristic aspect of middleclass culture, reaching its peak in the 19 th century. In the case of Dygulska's book, we encounter a different situation; it is an attempt to adorn the liturgy with music that was considered valuable, no matter what its earlierdeliberate or not -context was. It is, of course, not out of the question that some pieces might have served as a pastime or might even have been performed for the convents' guests.
The collection of pieces copied by the Sandomierz organist contains advanced as well as unsuccessful and awkward piece 61 . Supposing that Dygulska, as an experienced musician, was able to differentiate between valuable compositions and the ones of doubtful value, it should be assumed that some might have been used for didactic purposes as musical exercises, whereas those awkward pieces might have been a result of incorrect notation. Adante. Cantabile (p. 147) bears the little note Eleva (female student) placed above the lower stave, which might suggest a piece of didactic character performed by a teacher (the upper part) and student (the lower part): groups of long notes and semiquavers appear here interchangeably in the right and left hands. However, the manuscript was meant by its author to be used "for the choir to play", there is no mention about teaching to play the instrument. Moreover, it should be noted that the book was corrected after having been written down. In many places there are the copyist's own corrections written in letters above the incorrectly noted text (e.g. Alamanda Amicabilis, p. 54, Allegro, p. 95, Allegro, p. 123, Ballet Marchi, p. 124) . For the time being, the question why Dygulska also included the awkward pieces must be left without a clear answer.
A contemporary performer would surely find in collection written by Jadwiga Dygulska many interesting works worth playing. With the manuscript at hand, such a musician would still often face the problem of the interpretation of doubtful moments 62 . Similarly to the majority of handwritten sources, there are some mistakes resulting e.g. from automatic copying of a given fragment in one hand twice, which leads to a discrepancy between the left and right hands. Some doubts concern the binding of quaver and semiquaver groups. Accidentals are not always precisely copied, some of them are omitted. Many mistakes can be easily corrected by analyzing the harmonic structure or comparing analogical fragments. However, in some cases the text requires serious interference. Moreover, some players may find complex rhythmic figures confusing, which might be the result of an unsuccessful attempt to notate ornaments (acciaccatura, appogiatura, mordents etc.).
Pieces from Dygulska's collection do not pose serious technical problems. Most of them have a simple homophonic texture. However, some compositions set higher technical demands. Hand crossing is a common practice (e.g. Allamanda Amicabilis, p. 54, Aria Ex D M, p. 58, Aria, p. 74, Aria Allegro, p. 87 62 The edition of Jerzy Gołos lacks critical apparatus; many places, though not all of them, were corrected. There are usually no dynamic and articulation markings which are present in the manuscript.

